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An Icon of the “Immaculate Virgin” 
on an Inverted Crescent (1865) 

in the Chryssopigi Monastery, Canea, 
Crete: A Hidden New Meaning 

of an Old Allegory? 


Ioannis Vitaliotis* 
Research Centre for Byzantine and Post-Byzantine Art 
Academy of Athens 


Abstract: The “Immaculate Virgin” (1865), in the Chryssopigi Monastery, Canea, paint- 
ed and donated by Georgios Koutsoukakis, depicts a seated Virgin holding Christ and 
stepping on an inverted crescent moon and a serpent. Its indirect prototype, labeled 
“The Lady of the Angels”, was created by Ioannis Frangopoulos (1841), inspired by a re- 
lief on the facade of the homonymous church in Zakynthos, and by the Catholic devo- 
tional imagery of the “Immaculate Conception”. The diffusion of this peculiar iconog- 
raphy in Ottoman Crete since 1840’s through the painter Antonios Vevelakis (copied 
by Koutsoukakis), possibly indicates its re-interpretation as an anti-Ottoman symbol. 


Keywords: iconography, Virgin Mary, Apocalypse, Immaculate Conception, Christian 
symbols, 19" c. paintings, religious prints 
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The icons of the iconostasis of the Holy Patriarchal and Stavropegic 
Monastery of Chryssopigi (Xpvoomnyn), dedicated to the Virgin 
Life-Giving Source and founded in the 16" century on the outskirts of 
Canea, Crete”, are associated with Mishail Marmarakis (1818—-1869)°. 
Mishail, bishop of Kydonia (the ancient name for Canea) from 1859 
up until his death and formerly an abbot of the Chryssopigi, played 
a key role in the large-scale renovation of the catholicon, including a 
new iconostasis and two lateral chapels. The icon titled The Immacu- 
late Virgin (H AMOAYNTOZ ITAPOENOX, dimensions 92,5x60 cm) 
has been placed on the iconostasis of the southern chapel, dedicated 
to St. Catherine (Fig. 1). 


The icon represents Virgin Mary seated among clouds and lovingly 
holding Christ Child’s left hand. Christ is depicted with an upward 
gaze and holds the heavenly sphere, rested on his knee, with his right 
hand. The Virgin’s right foot is ostentatiously placed on the head of a 
black serpent with ears, resembling to a dragon and biting an apple. 
The monster is coiled around an inverted crescent moon, which serves 
as a pedestal for the Theotokos’s left foot (Fig. 2). On either side of 
the Virgin’s head, two small-scale Renaissance angels with flowing 
green tunics and golden robes are depicted in a contrapposto stance 
(Fig. 3); they hold an unfolded band, in the form of a triumphal arch, 
bearing a verse of the Akathist: XAIPE OTI YITAPXEIX BALIAEQS 
KA@EAPA, XAIPE OTI BALTAZEIX: TON BAXTAZONTA IIANTA 
(Rejoice, for you are the throne of the King; Rejoice, for you hold him Who 
sustains everything‘). A total of twelve putti, ten of them in pairs, are 
scattered between the clouds. 


The dedicatory inscription, written with calligraphic minuscules on 
an open scroll, folded in the edges, is painted below the dragon and 
mentions the name of the iconographer, who is also the donor: 


Aénoic twv dovAwv tH¢ XapNTO cov Aéonowa Tewpyiov Kovtoov-|kakn 
Kal thc Lvupiac avtov Ayyedtkoc. bid uvnpoovvov avl [nc Kai] tov 
Tovéwv Etoc 1865. [é]pyov K(al) aplépwpa tov ‘Té.ov (Supplication of 
the servants of your Grace, Our Lady, Georgios Koutsoukakis and his spouse 


2 Psilakis 1993: 255-293; Proskénétario 2006; Nikolakakis 2020a, 38-39, 93-95 and passim; Nikolakakis 
2020b; Nikolakakis 2020¢. 


3 Psilakis 1993: 275-276; Railakis Vranas 2009: 39-40. 
4 Acathist Hymn, English translation: https://www.goarch.org/el/-/the-akathist-hymn-and-small- 
compline [accessed 11.12.2023]. 


Fig. 1. Georgios Koutsoukakis, “The Immaculate Virgin” (1865). 
Holy Patriarchal and Stavropegic Monastery of Chryssopigi, Canea, Crete. 
Photo I. Vitaliotis 
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Fig. 2. “The Immaculate Virgin” (1865). Detail. Holy Patriarchal and Stavropegic 
Monastery of Chryssopigi. Photo I. Vitaliotis 


Fig. 3. “The Immaculate Virgin” (1865). Detail. Holy Patriarchal and Stavropegic 
Monastery of Chryssopigi. Photo I. Vitaliotis 


Angeliko for her commemoration and that of the parents, in the year 1865. 
A work and offering of the above person). 


The lower part of the inscription has been covered by a later repaint 
in the form of a narrow frame. The icon has not yet been restored. 


The form of the name of the donor's wife, Angeliko (AyyeAikw), used 
to be common in vernacular Greek of Crete and the Cyclades. Kout- 
soukakis is not included among the known Cretan iconographers and 
the “Immaculate Virgin” seems to be the only icon painted by him 
for the Chryssopigi. Let us add that in the 19" century his surname 
is found in the district of Canea’. 


The “Immaculate Virgin” has been rendered in a naturalistic and 
rather naive style, similar to that of Western engravings’, while the 
Post-Byzantine tradition is resounded, apart from the iconography, in 
the schematized facial features of Mary and the Christ. A third stylistic 
component is the impact of the academic religious painting, which 
style in the Greek Orthodox world since the 1840's, mainly through 
the, then new, School of Arts of Athens. Our icon is therefore a token 
of a “mixed” and eclectic style, which is very common, in a multi- 
tude of forms, in the Orthodox communities of the Balkans during 
the 19'* century”. Compared with the contemporary icons created for 
the Chryssopigi by Emmanuel Tripolitakis and his workshop*, the 
“Immaculate Virgin” seems even more distanced from the Post-Byz- 
antine tradition. 


This peculiar icon is not a hapax in Crete. The hitherto unknown im- 
age appears for the first time in the Preveli Monastery (1845-1850). 
It is titled The Lady of the Angels (H KYPIA TON AITEAQN) and is 
signed by Antonios Vevelakis (1819-1914)°, an extremely productive 


5 Psilakis 1993: 242 (donation of kyr Giannios Koutsoukakis to the Tzankarolon Monastery, 
1848). I thank Denise-Chloe Alevizou for sharing this information with me. 


6 On Post-Byzantine painting and engravings see Rigopoulos 1998; Tourta 1999; Rigopoulos 2006; 
Bonovas 2009; Tsimboukis 2013; Vassilaki 2015; Kuyumdzhiev, Moutafov et al. 2018; Stosi¢ 2019; Vitali- 
otis 2020 (with further bibliography). 


7 Graikos 2011; Georgiadou-Kountoura, Graikos 2013; Graikos 2013. Especially on 19* century icon 
painting in Crete see Alevizou 2013; Graikos 2022. 

8 The work of Cretan iconographer Emmanouil Tripolitakis remains unpublished; cf. Alevizou 
2010: 59, n. 62. 


9 Kamilakis 2020: 285, No. XIV. On Antonios Vevelakis: Drandakis 1992; Kamilakis 2003; Alevizou 
2010: 49-57; Kamilakis 2020; Kamilakis 2023. On the "Lady of the Angels" painted by Vevelakis see 
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Fig. 4. Antonios Vevelakis (attr.), 
“The Lady of the Angels” (1888), 
donor hieromonk Paissios Kounelis. 
St. John the Theologian Monastery, 
Aptera, Crete. Photo I. Vitaliotis 


Fig. 5. 

The enthroned 
Virgin with Christ 
Child (1687). 
Church of 

the Lady of 

the Angels, 
Zakynthos. 

Photo archim. 

D. Lykogiannis 


iconographer from Rethymno and heavily inspired by Western prints. 
Vevelakis reproduced the same image at least eight times (Fig. 4). He 

is not its creator, nonetheless: he copied an 1841 icon by Ioannis Fran- 
gopoulos, originated from Zakynthos, who had painted the “Lady of 
the Angels” for the village of Potamia, in Naxos”. Antonios Vevelakis 

had sojourned as a refugee on that island, as his daughter went to the 

Ursuline School located there, but also in Tenos and Syros, two other 

islands of the Cyclades being home of a large Catholic community. 
The same model was chosen by Ioannis Stathakis, in 1882, for the 

Arkadi Monastery, following its restoration after the Cretan Revolt 

of 1866-1869". 


For his rather innovative “Lady of the Angels” Ioannis Frangopoulos 
was most likely inspired by a sketch, supposedly kept in his personal 
archive, of the provincial baroque relief on the western fagade of the 
homonymous church in the town of Zakynthos (1687) (Fig. 5). The 
characteristic long neck of the Virgin, Christ’s upward gaze, the fly- 
ing angels and the putti, are all motifs found in Frangopoulos’ alleged 
template, contrary to the crescent and serpent complex, which are his 
additions. In his “Immaculate Virgin” Georgios Koutsoukakis, albeit 
the change in the title, has appropriated ad verbum the same “Lady 
of the Angels”, as it was reproduced in Crete by Antonios Vevelakis. 
Koutsoukakis probably used an anthivolon. At the same time, the flaws 
in design, evident, among others, in the clumsy rendering of Christ’s 
face, indicate that Koutsoukakis was not a master iconographer: he 
might even be an amateur painter, though a skilled one. 


Apparently, the Chryssopigi icon is related to the allegorical image of 
the “Woman on the Crescent” surrounded by twelve stars, based on 
the Book of Revelation (12.1-2): “And there appeared a great wonder 
in heaven: A woman clothed with the sun, and the moon under her 
feet, and upon her head a crown of twelve stars. And she being with 
child cried, travailing in birth, and pained to be delivered”. The 
original exegesis of the vision refers to the Woman as the symbol of 


Kamilakis 2020: 456-457, fig. 54-55, 58-59, 60. 
1o Kamilakis 2020: fig. 59a. 
11 I thank Denise-Chloe Alevizou for sending me a photo of the icon. 


12 On the church of the Lady of the Angels see Konomos 1967: 76-77. Archimandrite Dionys- 
ios Lykogiannis, an expert in religious painting in Zakynthos, has informed me that he has not 
found any painting on the island signed by Ioannis Frangopoulos. 


13. Revelation 12.1-3, KJB. 
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the Church. However, according to an alternative interpretation, first 
set forth about 800 by Alcuine of York, the Woman is none other than 
the Virgin Mary“. 


Although the repercussion of this Mariological interpretation becomes 
obvious in Medieval and Early Modern illustrations of the Revela- 
tion, a deliberate ambiguity in the symbolism of the Woman, rep- 
resented as the Regina Coeli, should not be ruled out**. Anyhow, the 
dramatic picture set forth by Revel. 12.3-6, namely how the Woman 
and the Child were chased by the “great red dragon, having seven 
heads and ten horns”””, becomes an ideal illustration of the persecut- 
ed Church of the Latter Days”. It is in this context that the “Woman 
on the Crescent” is found in Post-Byzantine cycles of the Apocalypse 
on Mt. Athos”, based on imported paradigms, such as the Albrecht 
Diurer’s woodcuts (1498)”°. 


It was Diirer again, followed by other artists of the Early Northern 
Renaissance, that explicitly depicted the Virgin with Christ Child 
standing or sitting on the crescent” (Fig. 6). However, as early as the 
14" century, such images and statuettes had appeared in the German 
countries and in French Brittany, while later they migrate to Nor- 
mandy and Spain”. The seated “Virgin of the Apocalypse” has been 


14 Resseguie 1998: 121-123 (the Dragon), 142-145 (the Mother); Painter 2002: 561. On the 
Mariological interpretation of the Revel. 12.1-6 see Lobrichon 1996: 407-439; Baron 2011: para. 16; 
Derbes 2016: 966, n. 38. 


15 De Winter 1983: 406. On the iconography of the Revelation in the Middle Ages, in general, see 
De Winter 1983; Emmerson & McGinn 1992: 105-292; Derbes 2016. Concerning the illustration of the 
Apocalypse in Early Middle Ages see Palmer 2014. 

16 Willoughby 1940: 375-390. Cf. the Mc Cormick Greek Apocalypse (Chicago MS 931, 17" c.), 
where the Child of the Woman bears a cruciform halo and lays in a manger (Willoughby 1940: 
Pl. XXXVI). 

17 Revelation 12.3-6, KJB. 

18 Baron 2011: para. 16. 

19 Tsimboukis 2013. 

20 Perrig 1987; Price 1994; Hall 1996; Kriiger 1996; Campbell Hutchison 2000. Cf. also: https://www. 
jstor.org/action/doBasicSearch?Query=durer+crescent+moon. 

21 Hall 1996: fig. 13, 16. Cf. also: https://www.metmuseum.org/art/collection/search/428012 (The 
Metropolitan Museum); https://www jstor.org/stable/community.27024141 (Museum of New 
Zealand); https://lucascranach.org/en/DE_BStGS_6276/ (Staatsgalerie im Schloss Johannisburg, 
Aschaffenburg) [accessed 11.12.2023]. 

22 Cf. the “Woman of the Apocalypse” by the Circle of the Master of the Amsterdam Cabinet, 
1480--1490: The Metropolitan Museum -- Cloisters, https://www.metmuseum.org/art/collection/ 
search/469862 [accessed 11.12.2023]. 

23 On Spain: Stevens-Arroyo 1998; Hernandez 2019. On Normandy: Fournée 1953; Baron 2011; Riv- 
iale 2011. 


apparently inspired by 
the 14'*-century Italian 
Madonna dell’Umiltas. 
Another variant of the 
same devotional image- 
ry is the “Nursing Ma- 
donna” (Virgo Lactans) 
on the crescent, created 
by the Spanish painter 
Lloreng Saragossa (late 
14" c.) and reproduced 
by Diirer for Das Ma- 
rienleben (c. 1510/11)*°. 
The “Virgin of Guadelu- 
pe”’7, as well as numer- 
ous paintings, sculptures 
and engravings by 17% 
and 18'-century Europe- 
an and Mexican artists”, 
may be regarded as a pic- 
torial commentary of this 
Marian (re)interpretation 
of Revel. 12. 


Fig. 6. Albrecht Diirer, “The Virgin and the Child 
standing on a Crescent moon” (1508). 

The Cleveland Museum of Art. Photo credit https:// 
www, jstor.org/lecommunity.24604507 


24 Cf. the seated “Virgin of the Apocalypse” by Diirer: The Cleveland Museum of Art, https:// 
www,jstor.org/stable/community.24604666 [accessed 11.12.2023]. On the “Madonna of Humili- 
ty”: Meiss 1951: 132£f.; Polzer 2000 (with further bibliography). A church dedicated to the Madonna 
dell’Umilta was erected by the Jesuits in 16" century Venice (Lillywhite 2018). 


25 Godmez Frechina [2019]: fig. 44; https://es.m.wikipedia.org/wiki/Archivo:Workshop_of_Llo- 
renc_Saragossa_-_Altarpiece_of_the_Virgin_Suckling_the_Child, Saint_Clare_and_Saint_An- 
thony_the_Abbott_-_Google_Art_Project.jpg [accessed 11.12.2023]. 

26 The Cleveland Museum of Art, https://www.jstor.org/stable/community.24604686 [accessed 
11.12.2023]. 

27 On the Immaculate Conception and the inculturation in Mexico see Stevens-Arroyo 1998: 52- 
54; Mong 2018; Granziera 2019. 

28 We will limit here to name but a few artists having painted either the “Virgin of the Apoca- 
lypse”, holding Christ Child, or the “Immaculate Conception” (either with or without the Child): 
the painters Francisco Pacheco, Velazquez, Zurbaran, Murillo, Guido Reni, Gianbattista Tiepolo, 
Miguel Cabrera, Juan Patricio Morlete Ruiz, Miguel Vallejo, the printmakers Jacques Callot and 
Francois de Poilly, the sculptors Ignaz Giinther and Johann Pieter Wagner. See also Derome 2019; 
Granziera 2019: 469-477; Hernandez 2019. 
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Fig. 7. Johann Peter Alexander Wagner and his 
workshop (attr.), “The Immaculate Conception” (c. 
1765). The Cleveland Museum of Art. Photo credit 
https://www.clevelandart.org/art/1963.674# 
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LA MRDAILLE MIRACULEUSE, 28) GUST AUX SAINTES FEMMES 


Fig. 8. “The Miraculous Medal”, “Christ with the Holy Women”. Catholic devotional 
images, 19" century, France. Inv. No. D 996.1.797 B. Photo credit https://www.pop. 
culture.gouv.fr/notice/joconde/Mo537000812 [accessed 11.12.2023] 


The title “Immaculate Conception” given to the above Baroque paint- 
ings is a direct allusion to the dogma of the same name, which, though 
not institutionalized yet, was gaining popularity in Southern Catho- 
lic Europe’’. This new tendency in theological thought resulted in a 
meaningful change in iconography: the seven-headed dragon was re- 
placed by a giant snake coiled around either a crescent, or a full moon, 
and biting an apple. The latter is a literal illustration of Genesis 3,1-4 
(“the fruit of the tree which is in the midst of the garden”) (Fig. 7). 
Through engravings this image reached the Orthodox East, though 
deprived of its typically Catholic theological implications. Such a 

token is an 1820 icon by Georgios from Selitsa (Greek Macedonia). 


A new impetus to the above imagery is given after the visions of 
Catherine Labouré, in the 1830s, in the convent of Francis de Sales 
in Paris, rue du Bac. Thousands of medals and prints of the Médai- 
lle miraculeuse were circulated soon afterwards*® (Fig. 8), a devotion 
apparently favored by the 19'* century Catholic Revival in France**. 
Thanks to the proclamation by Pius IX of the dogma of the Immac- 
ulate Conception (1854), the latter became one of the most favorite 
Marian subjects». It is useful to remind that the conception of Mary 
without the Original Sin never became a part of the teachings of the 
Eastern Orthodox Church*. 


Georgios Koutsoukakis, like Frangopoulos, had most likely seen such 
devotional prints. This explains the “correction” of the original title 


29 On the doctrine of the Immaculate Conception and its official proclamation: Mitchell 1954; 
O'Connor 1958; Prosperi 2007; Nwatu 2009; Adams 2010; Alvarez 2016; Fastiggi 2019. 


30 Genesis 3,3, KJB. In the “Lady of the Angels” in the Aptera Monastery (1888), also attributed 
to A. Vevelakis, the serpent is biting a fig (Fig. 4). 


31 Genesis 3,3, KJB. See Levi D’Ancona 1957; Ostrow 1996; Baron 2011, para. 14-19; Blake Mcham 
2016; Galizzi Kroegel 2017. Interestingly, in the “Lady of the Angels” in the Aptera Monastery 
(1888), attributed to A. Vevelakis, the serpent is biting a fig (Fig. 4). 


32 Unpublished icon. Courtesy of Dr Theocharis Tsambouras, Hellenic Minsitry of Culture. For 
the diffusion of the image of the Immaculate Conception in Orthodox Slavic countries, namely 
in Ukraine, Northern Serbia and Bulgaria (18' - 19" c.), see Genova 2014 (I thank my colleague 
Margarita Kuyumdzhieva for indicating to me the above article). 


33 Polistena 2012; Carminati 2018; Carminati 2019. 

34 Cholvy 1997: 135-138; Boss 2019. 

35. Cf. the fresco of the Proclamation of the Dogma of the Immaculate Conception by Francesco 
Podesti (1859-1861), https://m.museivaticani.va/content/museivaticani-mobile/en/collezioni/mu- 
sei/sala-dell-immacolata/francesco-podesti--proclamazione-del-dogma.html [accessed 11.12.2023], 
and the painting by Ferenc Szoldatits (1820-1916) https://en.wikipedia.org/wiki/Woman_of_the_ 
Apocalypse#/media/File:Woman_Apocalypse_Hungary jpg [accessed 11.12.2023]. 


36 Dvornik 1958; Romanides 2002; Louth 2019. 
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“The Lady of the Angels” of the Frangopoulos — Vevelakis’ synthesis. 
Still the epithet “the Immaculate” (7) AuoAvvToc) is not innovative in 
Crete: it had been adopted by the Cretan School as early as the 15" 
century, but it was associated with the Mother of God in bust holding 
Christ, most commonly the Virgin of the Passion’. 


A story related with 16" c. Venice is quite suggestive of the “secular” 
connotations of the “Woman of the Apocalypse” in reference to a 
public not familiar with academic theology. In 1560 Francesco and 
Valerio Zuccato executed, among other mosaics in San Marco, a panel 
inspired by Revel. 12°. In September 1573, a member of the millenarial 
sect of Benedetto “Corazzaro” (“the armorer”), summoned before the 
Inquisition, interpreted the then new mosaic as follows: “that woman 
has twelve stars, signifying the twelve apostles, and the sun signifies 
the Holy Spirit, and the moon under her feet indicates that she will 
dominate that lord who carries the moon as his banner, that is, the 
Turks”; as for the dragon, “it represents Martin Luther and the Turk”. 


Apparently, that Venetian common man was not the only one holding 
this view and in cases like this it becomes difficult to separate popular 
beliefs from scholar theology: the exegetical tradition associating the 
“Turk” with the Antichrist is a well-attested fact, both in the Catho- 
lic West and in the Orthodox East after the fall of Constantinople’. 
Thus, the commemorative tableau created by Tintoretto (c. 1582) for 
the Doge’s Palace and representing doge Pietro Loredan before the 
Virgin, is a repercussion of the Zeitgeist: the monstrous black snake, 
whose tail is visible on the left side, is probably a metaphor for the 
Ottomans adversary“. 


37 Mbormboudakis 1993: No. 139 (Hodegetria dexioukratousa, Toplou Monastery), No. 7 (Virgin 
of the Passion, Hermitage Museum). The same iconographic type is rarely accompanied by the 
epithet “The Lady of the Angels” (1) Kupia tav AyyéAwv; see Drandakis 1951). 

38 Merkel 1994: 136, fig. 131. 

39 Paul 2011: 83-85. 

40 Argyriou 1982: 17-25; Schnapp 2017: 202-210; Green-Mercado 2020. On Greek apocalyptic liter- 
ature under the Ottoman domination, see Argyriou 1982. 

41 Paul 2011: 86-87. Cf. a woodcut depicting the Holy League attacking the Turkish Dragon 
(1570) in Paul 2011: 77, fig. 4.4. See also Harper 2011. On the commemorative paintings of the 
Palazzo Ducale see Wolters 1987. 


Fig. 9. Jacques Callot, 

“The Immaculate Conception” 
(1607-1611). Princeton University Art 
Museum. 

Photo credit https://artmuseum. 
princeton.edu/collections/ 
objects/45742 [accessed 11.12.2023] 


Conclusions. The conceptual change of the Chryssopigi “Immaculate Virgin” 


Before concluding, let us take a brief look at the “genealogical tree” of 
the “Immaculate Virgin”. In early 1840’s Ioannis Frangopoulos created 
anew variant of the enthroned Virgin with the Child, inspired from 
a 17‘ century relief on the facade of the Lady of the Angels Church, 
in his native island of Zakynthos, and fusing it with the Immaculate 
Conception; he borrowed, namely, from the latter the crescent and 
the serpent biting the fruit. The fact that this Catholic imagery is de- 
rived from the “Virgin of the Apocalypse” might have favored the 
reception of Frangopoulos’ novelty by the Greek Orthodox milieu, its 
theological implications going unnoticed. This iconographic amalgam, 
aptly labeled “The Lady of the Angels”, was copied soon afterwards 
by the Cretan icon painter Antonios Vevelakis. As for its 1865 replica 
by Georgios Koutsoukakis (a Vevelakis’ disciple, or, probably, just 
an imitator), the change of the original title might be a proof of the 
artist’s acquaintance with the “Immaculate Conception”. In any case, 


Metamorphoses 


Fig. 10. The war flag of the island of Hydra (1821): the Cross and the inverted Crescent. 
National Historical Museum, Athens. Photo credit https://nhmuseum.gr 


the choice of such an image for an Orthodox church is indeed peculiar. 
Furthermore, the fact that the crescent is inverted is thought-provok- 
ing, given that the latter is mainly found in a few 17" — 18'* century 
devotional paintings* (Fig. 9). 


The relative popularity of the “bizarre” Cretan “Virgin of the Apoc- 
alypse” (at least ten icons in the western part of the island between 
1840’s and 1880’s) could be elucidated by the historical context. En- 
couraged by the Tanzimat Reforms, especially after the Crimean War 
(1853-1856), the Greek Orthodox Cretans had high hopes for equality 
with their Muslim fellow citizens, while their ultimate goal remained 
the union with their “mother country”®. It is fascinating that Kout- 
soukakis’ sacred offering was painted on the eve of the Cretan Revolt 


42 Cf. the “Immaculate Conception” by Francisco Pacheco, https://commons.wikimedia.org/ 
wiki/File:Inmaculada_con_Miguel_del_Cid,_de_Francisco_Pacheco._(Catedral_de_Sevilla).jpg) 
[accessed 11.12.2023], and by Carlo Maratti (Whitaker, Clayton 2007, No. 149). 

43 On Crete between 1830 and 1898, see Kalliataki Mertikopoulou 1984; Malandri 2015: 29-50 (with 
further bibliography). 


(1866—1869)*4, which ended up as an insurrection of national character. 
Let us add that one of the preliminary gatherings of its leaders took 
place in Hagia Kyriaki, a metochion of the Chryssopigi*. 

Taking everything in account, the Chryssopigi “Immaculate Virgin” 
is an instructive example of mutation in the symbolism of an image. 
As seen above, as early as the 16" c., the crescent had often been taken 

for granted to symbolize the “Turk”. If the connection of the “Woman 

on the Crescent” with the aspiration of a final victory over Islam was 

prevalent in Early Modern Europe, we can assume that this would have 

been, to an even greater extent, the case in 19" century Ottoman-ruled 

Crete. It is not a coincidence that the inverted crescent with the snake 

is also found on an 1871 icon of the Theotokos Life-Giving Spring 

from the Rethymno county, a work by priest Nikolaos Kounoupas**. 


It was not the first time in popular Greek imagery that the inverted 
crescent was a veiled illustration of the defeated Ottoman, as it shown 
by the war flag of the revolted Greek island of Hydra (1821) (Fig. 10). 
Shortly before Vevelakis’ death, in 1912, the Sultan was depicted as 
a serpent in a propaganda lithograph, labeled “The Balkans against 
the Tyrant’4’. In other words, a variant of the “Immaculate Concep- 
tion”, fittingly renamed “The Immaculate Virgin” by an Orthodox 
Cretan iconographer, was taken out of its original context and put 
at the service of the national aspirations of the Greek population of 
his native island. 


In this short study we put forth yet another example illustrating the 

well-known quality of iconography to overstep geographical borders, 
and even denominations. At the same time, as is the case with the “Im- 
maculate Virgin”, the Christian imagery, during its journeys, encoun- 
ters surprising metamorphoses, both morphological and conceptual. 


44 Bourne 1956; Tomadakis 1966; Mamalakis 1983; Stavridis 2013; Malandri 2015: 51-86; Papanastaso- 
poulos 2017; Nikolakakis 2020¢, 25-52. 


45 Mamalakis 1983: 46-53. On Hagia Kyriaki see Psilakis 1993: 290. 
46 Unpublished icon. I owe thanks to Denise-Chloe Alevizou for bringing it to my attention. 


47 National Historical Museum, Inventory ID 4951-1. https://nhmuseum.gr/images/sylloges_ 
mouseiou/12693_5378_400_499.jpg [accessed 11.12.2023]. 


309 


310 ) 


Bibliography 


Alvarez 2016: Alvarez, Elisabeth Hayes. Epilogue: The Immaculate 
Conception Proclamation Semicentennial, 1904. In: Eadem. The 
Valiant Woman: The Virgin Mary in Nineteenth-Century Ameri- 
can Culture. Chapel Hill, NC, 187-196. 


Adams 2010: Adams, Marilyn McCord. The Immaculate Concep- 
tion of the Blessed Virgin Mary: A Thought-Experiment in Me- 
dieval Philosophical Theology. - Harvard Theological Review, 
No. 103/2, 133-159. 


Alevizou 2010: Alevizou, Deniz-Chloe. H Kent twv KaAdute- 
xvov, 19° — 20% atwvac. Aytoyeagia — Cwyeapucrh — yAumtuct. 
Herakleio. 


Alevizou 2013: Alevizou, Denise-Chloe. ‘Improved Byzantine 
Art’ in Crete and the Cretan Question: A Case Study. — Nine- 
teenth-Century Art Worldwide, No. 12/2, http://www.19'*c—art- 
worldwide.org/autumn13/alevizou-on—improved-byzantine- 
art-in—crete-and—the—cretan—question [accessed 29.05.2023]. 


Argyriou 1982: Argyriou, Asterios. Les exégeses grecques de l’Apo- 
calypse a l’époque turque (1453-1821). Esquisse d’une histoire 
des courants idéologiques au sein du peuple grec asservi. Thes- 
saloniki. 


Baron 2011: Baron, Francoise. L’Iconographie de 1I’Immaculée 
Conception dans la sculpture médiévale et moderne en Norman- 
die. In: Thelamon 2011: 163-178. 


Blake Mcham 2016: Blake Mcham, Sarah. Visualizing the Immacu- 
late Conception: Donatello, Francesco della Rovere, and the High 
Altar and Choir Screen at the Church of the Santo in Padua. - Re- 
naissance Quarterly, No. 69, 831-864. 


Bonovas 2009: Bonovas, Nikos. O un petabvCaviwr Cwyeapr 
kr) oto Aytov Ogoc, To egyaotijeto twv Kagrevnowtwv Cw- 
yeapwv (1773-1890). PhD Dissertation, Aristotle University of 
Thessaloniki — Faculty of Philosophy. Thessaloniki. 


Boss 2019: Boss, Sarah Jane. Original Holiness. The Blessed Virgin 
Mary in the Catholic Theology of Nineteenth-Century Europe. In: 
Maunder 2019: 486-502. 


Bourne 1956: Bourne, Kenneth. Great Britain and the Cretan Re- 


volt, 1866-1869. - The Slavonic and East European Review, No. 
35/84, 74-94. 


Campbell Hutchison 2000: Campbell Hutchison, Jane. Albrecht 
Diirer: A Guide to Research. New York. 


Carminati 2018: Carminati, Pauline. Regards sur l’iconographie 
mariale au XIX° siécle: la Vierge de la Médaille miraculeuse. 
In: Imagenes, devociones y practicas religiosas. La Europa del 
Sur (1800-1960) (eds. M. Bolanos Atienza, R. Serrano Garcia, I. 
Saint-Martin, N. Cerezales). Valladolid, 153-173. 


Carminati 2019: Carminati, Pauline. L’iconographie mariale de la 
médaille miraculeuse. Raffl & Cie [online], 04/06/2019. https://raf- 
fl.hypotheses.org/1018 [accessed 23.05.2023]. 


Cholvy 1997: Cholvy, Gérard. Etre chrétien en France au XIX° sié- 
cle. Paris. 


De Winter 1983: De Winter, Patrick M. Visions of the Apocalypse 
in Medieval England and France. — The Bulletin of the Cleveland 
Museum of Art, No. 70/10, 396-417. 


Derbes 2016: Derbes, Anne. Washed in the Blood of the Lamb: 
Apocalyptic Visions in the Baptistery of Padua. — Speculum, No. 
91/4, 945-997. 


Derome 2019: Derome, Robert. La médaille du baron de Fouen- 
camps et le frere Luc. In: Les récollets en Nouvelle-France. Traces 
et méemoire (ed. P.-A. Dubois). Québec, 489-520. 


Drandakis 1951: Drandakis, Nikolaos V. H ge8vpvia evkaov Tava- 
yiac tov TaQouc. — Kentuca Xeovucd, No. 5/1, 61-70. 


Drandakis 1992 (2009-2010): Drandakis, Nikolaos V. Lyedtacpa 
TAQovotaons tov Avtwviou BeBeAdkn, Cwyedpovu twv deoTto- 
TLKWV ELKOVWV TOV KaADEdELKOU vaov PeOUUVNs. — Néa Xet- 
otiavicr Kerytn, No. 7-8, 68-97. Reprinted in: Néa XQ.otiavucr] 
Kortn, No. 28-29 (2009-2010), 539-568. 


Dvornik 1958: Dvornik, Francis. The Byzantine Church and the Im- 
maculate Conception. In: O’Connor 1958: 87-112. 


Emmerson & McGinn 1992: The Apocalypse in the Middle Ages 
(eds. R.K. Emmerson, B. McGinn). Ithaca, NY. 


Fastiggi 2019: Fastiggi, Robert. Mariology in the Counter Reforma- 
tion. In: Maunder 2019. 


311 
ON 


312 ) 


Fournée 1953: Fournée, Jean. Iconographie de l’Immaculée Con- 
ception au Moyen Age et a la Renaissance. La place de la Nor- 
mandie dans le développement de la doctrine et de son expres- 
sion artistique. Paris. 


Galizzi Kroegel 2017: Galizzi Kroegel, Alessandra. The Altarpieces 
by Bernardo Zenale at the Getty and Denver Art Museums: Two 
Case Studies for the Iconography of the Immaculate Conception. 
— Ikon, No. 10, 201-216. 


Genova 2014: Genova, Elena. Aormatmanu m300paxeHua Ha 
cs. boropoguua: Cs. Boropoamya sppxy ayHa / Henopouno- 
To sagatmue [Dogmatichni izobrazheniya na sv. Bogoroditsa: Sv. 
Bogoroditsa varhu luna / Neporochnoto zachatie]. In: Coopxuk B 
yecr Ha 80-roquilmHMHata Ha Ipodecop uporompessutep A-p Hn- 
xodam [usapos [Sbornik v chest na 80-godishninata na profesor 
protoprezviter d-r Nikolay Shivarov]. Veliko Tarnovo, 318-347. 


Georgiadou-Kountoura, Graikos 2013: Georgiadou-Kountoura, Eu- 
thymia, Graikos, Nikolaos. NeoeAAnvurr exkAnoworticr Cwyea- 
pur. ATOTEIWES TIQODEYYLOTN|S KAL TIQODOLOQLOLOU Evdc véoU 
eQevVTLKOU Ttediov. In: To Aytov Ogos ota xQdvia ty Amte- 
AevBéqwons. LteoyyvAés TtoamteCes “NaCaonvy Cwyeagicr”, 
“@dgoc tuts otov Gabriel Millet”. Toaktucch Luvedeuov (ed. N. 
Toutos). Thessaloniki, 435-439. 


Gomez Frechina [2019]: Gomez Frechina, José. Our Lady of Humili- 
ty. Barnaba da Modena. Nicolas Cortés Gallery [Madrid]. 


Graikos 2011: Graikos Nikolaos. Akadnuaikés taoets tTHS EkKAN- 
olaotiKts Cwyeagucns otnv EAAdda Kata tov 190 atwva. To- 
ALTLOPLUKA KAL ELKOVOYEAPuCa CNtrHUATA. PhD Dissertation, Fac- 
ulty of Philosophy, Aristotle University of Thessaloniki. 


Graikos 2013: Graikos, Nikolaos. Yrjece NaCaenvy Cwyeagiucy 
otnv EAAdda; In: To Aytov Ogos ota xQdvua THs ATteAevOEQW- 
ons. LtgoyyvAéc toamteCes “NaCagnvy Cwyeaucry”, “Pdgoc 
tiur¢ otov Gabriel Millet”. Tgaktiuca Luvedeuov (ed. N. Toutos). 
Thessaloniki, 441-451. 


Graikos 2022: Graikos, Nikolaos. H exxkAnowortiucr Cwyeapucr) 
OTNV TEQLOXN THS leQgaTteteac AacLBiov KertNs amd ta TEA 
tov 19” at. péxet ta TEA TOV 20° at In: C' Emtotnpovico Lv- 
umtdoto NeoeAAnvucns ExxAnowwortucrs Téxvne. Toaktucd (eds. 
I. Stoufi-Poulimenou, S. Mamaloukos). Athens, 333-360. 


Granziera 2019: Granziera, Patricia. Mary and Inculturation in 
Mexico and India. In: Maunder 2019: 468-485. 


Green-Mercado 2020: Green-Mercado, Mayte. Ottoman Rome: Apoc- 
alyptic Prophecies in the Mediterranean (1570-1580). In: Idem. 
Visions of Deliverance: Moriscos and the Politics of Prophecy in 
the Early Modern Mediterranean. Ithaca, NY (online ed. Cornell 
Scholarship Online, 21 May 2020), 100-129. 


Hall 1996: Hall, Cynthia A. Before the Apocalypse: German Prints 
and Illustrated Books, 1450-1500. - Harvard University Art Mu- 
seums Bulletin, No. 4/2, 8-29. 


Harper 2011: Harper, James G. The Turk and Islam in the West- 
em Eye, 1450-1750. Visual Imagery before Orientalism (ed. J. G. 
Harper). Surrey — Burlington. 


Hernandez 2019: Hernandez, Rosilie. Immaculate Conceptions: The 
Power of the Religious Imagination in Early Modern Spain. To- 
ronto. 


Kalliataki Mertikopoulou 1984: Kalliataki Mertikopoulou, Kallia. H 
EOWTEQLKT] KATAOTAON OTHV Kertn, 1868-1877. PhD Disserta- 
tion, Faculty of Philosophy, National and Capodistrian Univer- 
sity of Athens. 


Kamilakis 2003: Kamilakis, Charalambos, protopresvyteros. Avtw- 
viog XatCr Teweylov BeBeAdkns. PeOvpvioc Kens Cwyeapos 
(1819-1914). PhD Dissertation, Faculty of Philosophy, University 
of Crete, Rethymno. DOI 10.12681/eadd/22696. 


Kamilakis 2020: Kamilakis, Charalambos, protopresvyteros. Avtw- 
viog XatCr Teweylov BeBeAdkns. PeOvpviog Kens Cwyedpos 
(1819-1914). Atdartogucr diatetbr. Rethymno. 


KJB: King James Bible Online, https://www.kingjamesbibleonline. 
org [accessed 23.05.2023]. 


Konomos 1967: Konomos, Ntinos. ExxAnotes Kat LOVAOCTHELA OTH 
Zaxvvo. Athens. 


Kuyumdzhiev, Moutafov et al. 2018: Kuyumdzhiev, Alexander, Mou- 
tafov, Emmanuel et al. Kopryc Ha creHoruMcutTe OT IbpBaTa T0- 
AoBuHa Ha XIX Bek 8 bbarapma [Korpus na stenopisite ot parvata 
polovina na XIX vek v Balgaria]. Sofia. 


Kriiger 1996: Kriiger, Peter. Diirers ” Apokalypse”. Zur poetischen 
Struktur einer Bilderzahlung der Renaissance (Gratia. Bam- 
berger Schriften zur Renaissanceforschung, Dieter Wuttke, 28). 
Wiesbaden. 


Levi D’Ancona 1957: Levi D‘Ancona, Mirella. The Iconography of 


313 
AN 


314 ) 


the Immaculate Conception in the Middle Ages and Early Renais- 
sance. New York. 


Lillywhite 2018: Lillywhite, Marie-Louise. The Decoration of the 
Jesuit Church of the Madonna Dell’Umilta in Venice, 1560-1606. 
— Artibus et Historiae, No. 39/77, 161-200. 


Lobrichon 1996: Lobrichon, Guy. La Femme d’ Apocalypse 12 dans 
Y’Occident latin (760-1200). In: Marie: Le culte de la Vierge dans 
la société médiévale (eds. D. logna-Prat, E. Palazzo, and D. Rus- 
so). Paris, 407-439. 


Louth 2019: Louth, Andrew. Mary in Modern Orthodox Theology. 
In: Maunder 2019: 231-243. 


Malandri 2015: Malandri, Maria. To Kentiucd CytnYA and THY 
(OQUoN Tov EAANVIKOU KEaTOUG TO 1830 ~ws THY aTOKTHON TNS 
QUTOVOLLAS TOV VIOLOV TO 1898: O QEdA0G TWV TATOLWTUKWV OQ- 
yavawoewv. Masters Dissertation, Faculty of Philosophy, Aristot- 
le University of Thessaloniki. 


Mamalakis 1983: Mamalakis, Ioannis P. ‘H Kentuct Enavaotactic 
tov 1866-1869. Canea. 


Maunder 2019: The Oxford Handbook of Mary (ed. C. Maunder). 
Oxford. 


Mbormboudakis 1993: Eucovec ths Kontucrs téxvnc. AmtO Tov 
XavoaKka wo tm Mooxa kar tov Ayia Iletgovrt0An (ed. M. 
Mbormboudakis). Herakleio. 


Meiss 1951: Meiss, Millard. Painting in Florence and Siena After 
the Black Death. Princeton. 


Merkel 1994: Merkel, Ettore. I Mosaici del Cinquecento Veneziano 
I’ Parte. — Saggi e Memorie di storia dell’arte, No. 19, 73-140. 


Mitchell 1954: Mitchell, Gerard. The Definition of the Immaculate 
Conception. — Irish Theological Quarterly, No. 21/1, 1-15. 


Mong 2018: Mong, Ambrose. Our Lady of Guadalupe: Model of 
Inculturation. — International Journal for the Study of the Chris- 
tian Church, No. 18/1, 67-83. 


Nikolakakis 2020a: Nikolakakis, Nektarios. Ot og0dd0Ee¢ pPovés 
twv Xavimv péoa amo PEeveTiKa KAL OOWHAVLKA KATAOTLXA: 
ATO TIS TAQALLOVES HEXEL TH ANEN Tov MeyaAov Kenttkov ITo- 
Aéuov. Rethymno. 


Nikolakakis 2020b: Nikolakakis, Nektarios. Amo tov «OLtogyaviop.o» 


tov 1870 oTov KaTAOTATIKO XAQETH TOV 1900: LuvéxELES KAL AOU- 
VEXELEG OTO OLKOVOLLLKO ylyvedBat tN¢ legac Movyjs Zwoddxou 
IInyrs (Xevoomnyrs) Xaviwv, we Baon To AVEKSOTO KTHLATO- 
Aodyto tov 1918. Rethymno. 


Nikolakakis 2020c: Nikolakakis, Nektarios. To avéxdoto «Ktnpa- 
TOAGYLOV TWV AKLVT]TWV» THS I. M. Zwoddxov TInyijs Xevootn- 
ys Xaviwv (1871), obL@wva LE Tov Stlogyaviopo twv I. Movev 
KATA THV VOTEET] COWLAVUKT KUELAEXia. Rethymno. 


Nwatu 2009: Nwatu, Felix. The Immaculate Conception: A Model 
of the Development of Dogma. - Asia Journal of Theology, No. 
23/1, 3-21. 


O’Connor 1958: O’Connor, Edward. The Dogma of the Immaculate 
Conception. History and Significance (ed. E. O’Connor). Notre 
Dame, IN. 


Ostrow 1996: Ostrow, Steven F. Cigoli’s Immacolata and Galileo’s 
Moon: Astronomy and the Virgin in Early Seicento Rome. — The 
Art Bulletin, No. 78/2, 218-235. 


Painter 2002: Painter, John. The Johannine Litterature. In: A Hand- 
book to the Exegesis of the New Testament (ed. S. E. Porter). Bos- 
ton — Leiden. 


Palmer 2014: Palmer, James T. The Apocalypse in the Early Middle 
Ages. Cambridge. 


Papanastasopoulos 2017: Papanastasopoulos, Nikolaos. H Kentuct 
Enavaotaon 1866-1869 kat 7 diaxeiguon THS KELOT|S ATO TOV 
Baca Teweyto A’. Athens. 


Paul 2011: Paul, Benjamin. “And the moon has started to bleed”: 
Apocalypticism and religious reform in Venetian art at the time of 
the Battle of Lepanto. In: Harper 2011: 67-94. 


Perrig 1987: Perrig, Alexander. Albrecht Diirer oder die Heimlich- 
keit der deutschen Ketzerei. Die Apokalypse Diirers und andere 
Werke von 1495 bis 1513. Weinheim. 


Polistena 2012: Polistena, Joyce C. The Image of Mary of the Mi- 
raculous Medal: A Valiant Woman. — Nineteenth—-Century Art 
Worldwide, No. 11/2, http://www.19thc—artworldwide.org/sum- 
mer12/joyce—polistena—the-image—of—mary—of—the-miraculous— 
medal [accessed 23.05.2023]. 


Polzer 2000: Polzer, Joseph. Concerning the Origin of the Virgin of 
Humility Theme. - RACAR: Revue d’art Canadienne/Canadian 


315 
oN 


316 ) 


Art Review, No. 27/1-2, 1-31. 


Price 1994: Price, David. Albrecht Diirer’s Representations of 
Faith: The Church, Lay Devotion and Veneration in the ‘Apoca- 
lypse’ (1498). — Zeitschrift fiir Kunstgeschichte, No. 57/4, 688-696. 


Proskéneétario 2006: Ilgookuvytagio Tegac Ltaveorryyiakns Mo- 
vyjs Zwodoxov IInyns — Xevoonnyrns. Canea. 


Prosperi 2007: Prosperi, Adriano. L’Immaculée Conception a 
Séville et la fondation sacrée de la monarchie espagnole. — Revue 
d'histoire et de philosophie religieuses, No. 87/4, 435-467. 


Psilakis 1993: Psilakis, Nikos. Movaotreu Kat EOnUNTHELA TNS 
Kontne. T. B'. Herakleio. 


Railakis Vranas 2009: Railakis Vranas, Christos. O emttoxottoc Kv- 
dwviac kat ATtoKogwvou Ayadayy edocs Novidkne (1912-1935) 
kal N Emtox1 tov. Diploma Dissertation, Faculty of Theology, 
Aristotle University of Thessaloniki. 


Resseguie 1998: Resseguie, James L. Revelation Unsealed. A Nar- 
rative Critical Approach to John’s Apocalypse. Leiden — Boston - 
Koln. 


Rigopoulos 1998: Rigopoulos, Giannis. PAauavoukéc eTtLdOQacetc 
om pLetaBucavtivy Cwyeagicny. HoeoBAnpata mtoAttiotucov 
ovyKentiopov. Vol. 1. Athens. 


Rigopoulos 2006: Rigopoulos, Giannis. PAauavoukéc eTtLdOQacetc 
otn petaBbuCavtwy Cwyeaun. Vol. 2. Athens. 


Riviale 2011: Riviale, Laurence. L’'Immaculée Conception dans les 
vitraux normands. In: Thelamon 2011: 179-193. 


Romanides 2002: Romanides, John S. The Ancestral Sin (transl. G. S. 
Gabriel). Ridgewood, NJ. 


Schnapp 2017: Schnapp, Joél Elie. Prophéties de fin du monde et 
peur des Turcs au XV°siécle. Ottomans, Antichrist, Apocalypse. 
Paris. 


Stosi¢ 2019: Stosic, Ljiljana. Western European Prints and the Re- 
ligious Art in the Balkans (18'* — 19" Centuries). In: Art Readings 
1.2018. Marginalia (eds. I. Gergova, E. Moussakova). Sofia, 107-121. 


Stavridis 2013: Stavridis, Stavros. The Cretan Insurrection of 1866— 
1869 as reported in the New York Times. In: Tleaktuca Luvedetov 
Pryyac Peggaios, Iwavvns Kanodioteiac, Peavoioxo vte Mr 


eavta — H eAAnvucr oKétpyn oTHV AVTOVEGLLON TWV KOLVWVLOV, 
tov Atapwttoud kat tHv 'vwon. Thessaloniki, 215-240. 


Stevens-Arroyo 1998: Stevens-Arroyo, Anthony M. The Evolution 
of Marian Devotionalism within Christianity and the Ibero-Medi- 
terranean Polity. — Journal for the Scientific Study of Religion, No. 
37/1, 50-73. 


Thelamon 2011: Thelamon, Francoise. Marie et la “Fete aux Nor- 
mands”: Dévotion, images, poésie (ed. F. Thelamon). Mont-Saint- 
Aignan. 


Tomadakis 1966: Tomadakis, Nicholas. The Cretan Revolt 1866- 
1869. Canea. 


Tourta 1999: Tourta, Anastasia. MetaBuCavtwa xagaktiKkd. 
Teoaktucd eTtiotnpovicns nMEegidac. Movoeio BuCavttwov Io- 
Atiopov, 10 NoeuBegiov 1995 (ed. A. Tourta). Thessaloniki. 


Tsimboukis 2013: Tsimboukis, Georgios D. H AntoxaAviy tov Iw- 
AVV OTH LvnEtaKr Cwyeaicr tov Aylov Ogouc. Athens. 


Van Dijk 1958: Van Dijk, Stephen Joseph Peter. Mirella Levi D’An- 
cona. The Iconography of the Immaculate Conception in the 
Middle Ages and Early Renaissance (= Monographs on Archeol- 
ogy and Fine Arts, sponsored by the Archaeological Institute of 
America and the College Art Association of America VII). — Scrip- 
torium, No. 12/2, 330-331. 


Vassilaki 2015: Vassilaki, Maria. Working Drawings of Icon Paint- 
ers After the Fall of Constantinople. The Andreas Xyngopoulos 
Portfolio at the Benaki Museum. Athens. 


Vitaliotis 2020: Vitaliotis, loannis. Reproducing engravings on a 
single icon: The case of the Theotokos Megaspelaiotissa. In: Art 
Readings 1.2019. Patterns - Models — Drawings (eds. E. Moutafov, 
M. Kuyumdzhieva). Sofia, 153-174. 


Whitaker, Clayton 2007: Whitaker, Lucy, Clayton Martin. With con- 
tributions by Aislinn Loconte. The Art of Italy in the Royal Collec- 
tion. Renaissance & Baroque. London. 


Willoughby 1940: Willoughby, Harold R. The Elisabeth Day McCor- 
mick Apocalypse. Vol. I. A Greek Corpus of Revelation Iconogra- 
phy. Chicago, IL. 


Wolters 1987: Wolters, Wolfgang. Storia e politica nei dipinti di Pa- 
lazzo Ducale. Milano. 


317 
aN 


318 


An Icon of the “Immaculate Virgin” on an Inverted 
Crescent (1865) in the Chryssopigi Monastery, 
Canea, Crete: A Hidden New Meaning 
of an Old Allegory? 


Ioannis Vitaliotis 


RYLYNO 


The icon of the “Immaculate Virgin” (1865) in the Chrysopigi Monastery, 
Chania, painted and donated by Georgios Koutsoukakis, depicts the Vir- 
gin seated with Christ Child; she is surrounded by clouds and putti and is 

stepping on an inverted crescent moon and a serpent biting an apple. Its in- 
direct prototype, labeled “The Lady of the Angels”, was created by Ioannis 

Frangopoulos (1841), inspired by a relief on the fagade of the homonymous 

church in Zakynthos, and by the typically Catholic devotional imagery of 

the “Immaculate Conception”. The fact that the latter has been based on the 

“Virgin of the Apocalypse” might have favored the reception of this icono- 
graphic amalgam by the Greek Orthodox milieu. The diffusion of this image 

in Ottoman Crete since 1840’s through the painter Antonios Vevelakis (who 

was copied by Koutsoukakis), might indicate its re-interpretation as an an- 
ti-Ottoman symbol. 


